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ABSTRACT 
 
 I set out to see how popular culture is affecting the presentation of 
classical music in the 21
st
 century and beyond. Using qualitative research in the 
form of telephone conducted interviews of orchestras, chosen based on size and 
geographic location, as well as utilizing scholarly books and articles; I discovered 
that throughout history, art has changed for its “popular” culture. Those who are 
unwilling or unable to be innovating and transformative have gone by the wayside. 
This is especially evident in analyzing small and large market orchestras. Those 
orchestras who are willing to take the risks, both programmatic and financial, 
receive the reward; those that are afraid to do so see their audiences and revenue 
diminish. Ultimately, my conclusion is that in order to survive within a new 
cultural market, you must be willing to ebb and flow with the changing tide – 
rigidity and unwillingness to meet the current culture’s demands will only result 
in certain demise, making classical music archaic and eventually forgotten. Those 
large market orchestras that have more ability to take risks are more successful 
and more stable than their smaller market counterparts.  
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CHAPTER ONE: INTRODUCTION 
 
 As we move into the new millennium, technology and culture are rapidly 
shifting life as we know it. Information is available at your fingertips and is more 
accessible than ever before. This does leave some harboring the fear of what will 
happen to the social and cultural influences that would be considered “outdated” 
by today’s fast paced and technological standards. With this in mind, I will 
explore the topic of how popular culture and technology is affecting the 
presentation of the classical music form. In doing this research, I analyzed many 
sources, most of which were written after the year 2000. To supplement these 
sources, interviews were conducted with orchestras of varying size and patronage. 
With culture moving at the speed of light in this new millennium, it is important 
to delve into this topic so that the future of classical music does not become a part 
of history; rather, sustain itself amid this changing landscape.  
Funding is consistently atop the list of institutional priorities for the arts. 
Often, it seems to get in the way of innovation, due to the overwhelming fear of 
failure, and thus loss of funding. Historically, failure is needed; it is what hones 
and perfects ideas. Without failure, we would not be living in the modern society 
that we do. So why is it that organizations in the creative fields, and specifically 
orchestras, are the least likely to take any relative risk? The level of risk is the 
same whether you are a large multinational corporation, or a small nonprofit – 
failure is failure. Yet, those entities being more open to change and adaptation are 
further distanced from the arts. Apple, for instance, is one of the greatest 
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corporations to show innovation and adaptation. Not all its products were a 
success, and many, especially in the beginning of Apple’s growth in the 90’s, had 
the potential to put the company in serious jeopardy (Gruman, 2009). Yet, despite 
these failures, the company pushed on, continually challenging itself to meet the 
needs of the consumer in a new and remarkable way. When thinking of arts 
organizations and orchestras specifically, what footsteps would need to be taken 
to enjoy an Apple-like success?  
 Within the last decade or so, overall attendance to classical music events 
has decreased (Said, 2008). With the rise in technology, many musical forms are 
becoming more spectacles of light and dazzle, rather than appreciating subtle 
nuances. For classical musicians, this becomes a problem. For centuries, the 
classical form of performance and presentation has remained virtually untouched. 
Other forms, such as jazz, rock and rap have evolved, more so in some instances 
than classical music (Fisher, 2006). These forms have since gone on to build 
empires and engage the public beyond the grasp of classical music (Taylor, 2007). 
These genres have created some of the largest cultural followings that any 
generation has seen (Taylor, 2007).  As these genres slowly envelop the cultural 
public, how can classical music position itself among these popular giants? Is 
there a way to combine the new form with the old, and if so, are classical 
presenters taking advantage of this, or is change not an option? 
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1.1 LITERATURE REVIEW: HISTORY 
 
The topic of music has long been debated, with conflicting ideals as to 
defining a specific piece of music and categorizing it into a formal genre – placing 
an emotionally driven art form into a nice, neat box. This definition confusion has 
plagued both the classical and what we call “pop” music. Popular (“pop”) music 
is case-specific, and can be compared to classical in this way: “Each genre 
requires listeners to apply culturally appropriate skills and capacities” (Gracyk 
2007). This presents the theory that “high” music (classical) or “low” music (pop) 
requires the same amount of evaluation and appreciation; one does not surpass the 
other. High music is high art; art which demands consideration and deep thought. 
Low music is low art; Gracyk makes the comparison that low art are comedies 
and high art are tragedies. Musicians, high or low, think and feel similarly. In 
trying to define the art, Aaron Copeland quotes that the “feeling is so 
encompassing that he cannot state in so many words what the meaning is” 
(Jagodzinski 2005). Several generations later, grunge rocker Kurt Cobain recants 
that, “I don’t know. Music is ENERGY. A mood, atmosphere. FEELING” 
(Jagodzinski 2005). Historically, there is a synthesis of music being above words; 
it is more of an emotional reaction than a logical one.  
 Another definition applies more practical, presentation-based logic. 
“Music is always performative, in the sense that it only truly exists when 
performed. The performance of many contemporary popular music is routinely 
“mediatized,” reaching audiences through an array of increasingly sophisticated 
audio-visual technologies, rather than live” (Inglis 2008). This paints popular 
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music as becoming more of a medium for the masses, and not necessarily 
mentioning quality of culture in this medium.  
 It is a fact that classical music was once the powerhouse that pop music 
now is; the classical form is the original pop music (White 1987). As generations 
evolved, so did the music. From Bach came Beethoven; from Beethoven came 
Ravel; from Ravel came the Big Band Sound, and so on up the chain went (Said 
2008). These new forms changed all the generations’ version of popular music; it 
was new, exciting and engaging in a way that had not previously been seen or felt 
(White 1987). With each new emerging style and generation of music came the 
need to expand the ability to provide performance. Previous to the 20
th
 century, 
there was a favorite performance medium: the concert hall (Said 2008). Though 
classical music was born in smaller venues, the popularity of the concert hall 
tended to overshadow these other locales. This also limited the ability for the 
audience to be engaged in the art. In looking at the past century, Jazz was the first 
musical form that truly demanded a different way to express its art (Lipsitz 2007). 
Venues of all sizes were born; from small and intimate clubs, to large band halls 
where the audience was actively engaged with the bandleader in the performance 
(Lipsitz 2007). Classical music did not see the strong popularity it once did during 
this period with all the change and opportunity for alternate musical styles to be 
performed; audiences wanted to see and hear the new, not the standard (Lipsitz 
2007).  
 Each new genre planted the seed for different periods in time. The mixing 
of Hispanic and African American music styles added to the growing urbanization 
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movement, Jazz influenced multiculturalism and Techno mimics the growth of 
the automation industry (Lipsitz 2007). It is a way that American culture can 
benchmark progress or failure within generations. For many of these genres, the 
style of performance is what made them unique. Each had a way to engage the 
audience, and draw them into the culture. Swing Bands encouraged dancing 
among the listeners, Jazz provided a mellow environment for soul-searching, and 
later, Rock music provided a physical outlet for the emotions (Lipsitz 2007). Each 
genre went above the music itself. Like Inglis (2008) stated, music is performative, 
and without the performance, the music does not exist.  
 According to the 2008 Survey of Public Participation in the Arts by the 
National Endowment for the Arts, there seems to be an across-the-board drop in 
participation of performing arts. Classical music took the biggest hit of this group. 
In 1982, 13% of the U.S. adult population attended classical music performances, 
and in 2008, only 9.3% reported attending, with a steady decline in the years in 
between (see fig. 1-3). Interestingly, the same decline is seen in the lifetime 
participation rates amongst 18-24 year olds, which may expedite the fall in overall 
U.S. population participation rates in the years to come.  In 1982, 61.2% of the 
same demographic participated in some form of arts education through their 
lifetime. In 2008, for the same demographic, only 37.6 of the respondents 
reported having participated in a form of arts education though their lifetime (see 
fig. 5-7) 
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Figure 1 - National Endowment for the Arts 2008 survey U.S. adults attending an activity at 
least once in the past 12 months. 
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Figure 2 - National Endowment for the Arts 2008 survey of lifetime participation in the arts 
for 18-24 year olds between 1982 and 2008 
 
The same survey also shows a general decline in preferences toward classical 
music (including Opera and Broadway). Looking at the data, there seems to be a 
disparity between the like of classical music and other popular forms. Country, 
Classic Rock and Contemporary Rock all show historic and current greater rates 
of listener support (Figure 6-1). We can see from figure 6-1 both Opera and 
Classical/Chamber Music saw steady decline since 1982 at 8.3% and 25.7% 
respectively, but if we look at genres such as Country Western and Classic Rock, 
they easily beat both classical genres by more than 10 percentage points. From 
this data, it seems that classical music as a whole is losing interest over time.  
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Figure 3 - National Endowment for the Arts 2008 Survey of types of music US Adults prefer 
by year: 1982, 1992, 2002 and 2008. 
 
  
1.2: LITERATURE REVIEW: SOCIAL/CULTURAL INFLUENCE 
 
The backbone for music, both past and present, has been the “experience” 
(Fisher 2006). The experience is any social, cultural or political event that has 
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significant meaning and can be used to express thought and emotion through the 
context of sound (Fisher 2006). This is a wide definition, and leaves the door open 
for most any interpretations. Ian Peddie, Professor of English at Texas A&M 
University, elaborates on this definition by stating that, “As a discursive practice, 
music ‘is situated in particular social relationships and locations that are a product 
of complex intersections of culture, class, gender, etc., in lived experience” (Oja 
2006). He states that certain unforeseen benchmarks must be reached in order to 
create; one cannot make music without the experience. Aaron Levine White 
comments that, “If we look back to the popular sociological studies of the late 
1960’s and the 1970’s we find that the work is primarily based upon effects or 
reflection theory; an analysis of music’s capacity to reflect political and social 
undercurrents or an examination of music’s potential effect upon a listener’s 
subsequent social behaviour” (White 1987).  
 The performances of these “effected” types of music vary. Classical roots 
stem from small holy sanctuaries to performance halls (Inglis 2008). With the 
evolution of popular music, the limits are much wider. Venues stretch from street 
corners, to amphitheatres (large scale outdoor venues to heighten acoustics) and 
back again (Gracyk 2007). The social revolt of the 1960’s and 70’s saw the 
creation of a cross-cultural uniting event called Woodstock. This event shaped the 
way music fed culture, and vice versa (White 1987). This type of event combined 
the “effected” music with the public. Through this kind of performance, people 
united and protest was created from the music, which gave a new dimension to 
the visibility to the art (Gracyk 2007). Generations later, cultures are still feeding 
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off this notion of music creating the social protest, and not social protest creating 
music (Grayck 2007).   
The birth of the new millennium has seen large scale productions put on 
for solo artists; lighting effects, choreography and costuming play key roles. 
These additions can make the most “droll performance an out-of-body 
experience” (Taylor 2008). These productions assist in feeding the music-
creating-social-protest theory. The artists are able to create protest in ways never 
seen or understood before. Violence became a part of the fabric when artists such 
as Ozzy Osbourne would (as audiences noted) gleefully decapitate the heads off 
chickens before a live audience (and blown up on a 50’x 50’ video screen) 
(Hutnyk 2000). In comparison, it was considered vulgar when Igor Stravinsky 
wrote “The Rite of Spring”, which is a ballet written and debuted in 1913, 
depicting his interpretation of the birth of springtime. The anti-melodies and loud 
a-rhythmic sections were so offensive that most of the audience left before 
intermission (Said 2008). Through the evolution of the performance, it wasn’t just 
the music that is necessarily offensive or difficult to understand, but the way in 
which it is presented. 
Violence is not only used for shock value, but also to evoke powerful 
emotions of socio-cultural events. As Fisher discussed, there needs to be the 
“experience” to fully create music. After the tragic events of 9-11, the 
presentation of music, both classical and pop, was dramatically affected. Live 
broadcasts and community performances were commonly seen right after this 
event (Fisher 2006). Audiences for both classical and pop were more participatory, 
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not necessarily in attendance, but support (Fisher 2006). In times of peril and 
stress, many people feel drawn to musical experiences that are connective (Fisher 
2006). Oja agrees, stating that when people are put in times of crisis, “…we cease 
to think, and desire to feel” (Oja 2006).  
One can make the argument that there is a biological force that explains 
why we do everything we do musically, and in life: Sex. This can be true for 
music. Writer Anna Quindlen comments that, “We like music, because like sex, it 
makes us feel” (Jagodzinski 2005). Sex has been considered a taboo subject. In 
the classical world, many works have been written on this basis: Bolero, 
Scherezade and Carmina Burana to name only a few (Jagodzinski 2005). Ian 
Peddie refers to the sexual nature of music as a more vulgar notion rather than 
feeling. Grouping it with protest, he comments that “…in music, sex is a device 
for the reactionary” (Oja 2000). This shows sex not as biological force for music 
to create from, but a method in which to draw the audience. We can see this 
scattered throughout classical and popular music. Many Operas, such as Der 
Rosenkavalier, are built strongly around the visual depictions of sex. Author Mark 
Adamo comments that the opera is "all a prelude, an elaborate foreplay building 
up to the climax of the last ten minutes" (Adamo 1996).  
In comparison, there are events such as the notorious “wardrobe 
malfunction “ at the Super Bowl of 2004 in which Janet Jackson’s costume top 
mysteriously malfunctioned, leaving her breast exposed. This incident, which 
took place on live network television, had the Federal Communications 
Commission (FCC) swamped with complaint, but conversely, that has become the 
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most talked about and watched Super Bowl in history (Taylor 2007). From this, 
both Janet Jackson and Justin Timberlake’s audiences grew as a result of the 
stigma and taboo that followed the incident. It can be said that it is not the music 
itself that reflects sex, but the way in which it is presented. The bottom line: Sex 
not only sells, it creates audiences.  
 
1.3: LITERATURE REVIEW: TECHNOLOGY 
 
There are constantly new ways to bring media and information to the 
public. Innovation pushes just how we are exposed to art and music, and provides 
varied options to the artists. Simulcasts are one of these uses of technology, which 
enable the artist to broadcast live their production to venues across the nation 
(Fisher 2004). This presentation format is gaining force due to a number of 
influences such as less free time for patrons, a confining economy, and the limits 
of travel (Taylor 2008). Classical music has begun to engage in the simulcast 
form, but few have taken advantage of this technology. The Metropolitan Opera 
has seen some success with this medium, as well as the New York Philharmonic 
(Fisher 2004).  Popular music still dominates as far as visual rebroadcasting, or 
simulcasting. The largest of these performances may well be the Grammy Awards, 
where most of all the performances are popular music. In 2014, more than 28.5 
million viewers tuned in to watch (Herbert 2014).  As we enter a more highly 
visual age, most audiences respond more favorably to audio-visual stimulation, 
and do not desire to appreciate subtle nuances in their free time (Hutnyk 2000). 
From the choices they make in how they want to be exposed to the arts, be it pop, 
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classical or other, we can see that many audiences look to their experiences as an 
escape, and want to have a clear direction in how the art should make them 
respond, making the experience less about individualization, and more about 
selecting a medium that helps produce a pre-determined feeling (Hutnyk 2000). 
Several technologies are developing to make the experience of listening to 
music more interactive. Several Operas are using technology to engage their 
audience. The San Francisco Opera has used holograms in some of their operas 
(Taylor 2008). In addition to this, some Classical orchestras are utilizing light 
shows and digital video to coincide with the performances (Taylor 2008). This 
technique appeals to the audio-visual needs of this generation’s music listener, 
and has become very popular with outdoor venues and classical orchestras across 
the nation (Taylor 2008). The music, slightly exotic setting and audiovisual 
stimulation appeal to more technological audiences.  
Technology is one of the fastest moving creative industries in the country 
and the world. What is popular today is passé tomorrow. One major divide for 
classical and popular music is their financial status. Being non-profit, most 
orchestras and opera companies are hard pressed to afford some of these 
technologies (Taylor 2008). Popular music is a completely different industry; the 
art is created to bring profit.  
This may be one of the factors in the overwhelming success of popular 
music within the last three decades (Fisher 2004). This success can come at the 
price of the audiences’ ability to understand and appreciate music. Said (2008) 
stated that shows that are more visually entertaining than aurally entertaining lose 
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sight of the purpose; the audience is there to listen and appreciate. Inglis (2008) 
agrees by saying aural entertainment is why audiences come, but with the birth of 
the age of technology, people want more than just music (Inglis 2008).  
             Popular music seems to dominate the use of technology. According to 
analyses by Fisher (2004) and Taylor (2008), most focus seems to be implanting 
technology into popular music. One idea, brought forth by Taylor, identifies the 
sales power of popular music. He believes that which sells will receive investment 
(in technology). This idea of high profitability ties back into the discussion 
regarding classical and popular music as for-profit and non-profit entities.  Further 
in- depth reasons for this are not mentioned and have not been researched much. 
This may be a possible gap in the literature available.  
As discussed in the history section, music ceases to exist if not performed. 
If this statement is true, how can music cope with the age of technology? Many 
mediums of performance are no longer live. The digital age has swallowed up the 
live performance and replaced it with CD’s, DVD’s and now, MP3’s (Fisher 
2004). There are pros and cons to this age. Inglis (2008) believes that music is 
performance based, and removing that element removes the essence of the form. 
The basis for music is blood, sweat and tears of those creating it (Said 2008).  
There is the opinion, conversely, that in order to create larger audiences, 
technology must be imposed. The ability to put classical or pop music into a 
readily available form will aid in its longevity; the more ways audiences can 
access it, the more likely it is that they will (Hutnyk 2006). There is agreement 
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with that statement. Many feel that utilizing technology is the only way to save an 
art in this technological society (Fisher 2004).  
 
1.4 LITERATURE REVIEW: CONCLUSION 
 
 Several points can be derived from the aforementioned literature. The 
history of classical music has given popular music its foundation, but popular 
music is just that: popular. The foundations of classical music have remained 
virtually untouched, which in an ever-changing world, is not always the most 
effective approach. Popular music is more experimental; changing and adapting 
with social, political and technological shifts. Classical music has remained true 
to its form, but has not ventured outside its comfort zone.  
 Several articles and texts exist on the use of technology in various forms 
of popular music (rock, rap, techno, solo), but there is very little written about the 
possible future of integrating these new ideas into Classical music. This leaves a 
desire to discover more information on the source, possibly through interviews 
with a selection of both large and small-scale orchestras.  
 Most sources focus on how popular music is paving the way for classical 
music to catch up. This is ironic, and somewhat cyclical, due to what Said wrote: 
“…popular music has classical music to thank for its creation and success. This 
may be a circular journey, and classical music may one day again have its heyday. 
It appears that, for the moment, popular music has the upper hand, and classical is 
just trying to keep up. (Said 2008)”   
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 As we push further into the 21
st
 Century, evolution is affecting more than 
just technology and genetics; it is augmenting the culture that feeds our society. 
With such a huge shift in what are deemed “popular” styles of music through the 
last century, one must wonder how this shift happened, and what that means for 
the future of somewhat antiquated forms of music. In this way, I aim to find out 
how popular culture is changing or not changing classical music in the 21
st
 
century and how we can expect it to change in the future. 
  
1.5 METHODOLOGY  
 
As one generation of listeners ages and another just begins to discover 
their own musical preferences, the question of how to continue to engage classical 
listeners becomes a tougher battle.  The older generations are still die-hard 
advocates for not changing this classical form, while the up and coming 
generation wants to push it though to the next century. With all of this tension and 
generational divide, there has been no significant push to include classical music 
in this very audio-visual and tech-savvy world. As Arts Administrators, we must 
diagnose this issue and create a way in which to bridge the gap, so to speak. We 
must be able to include this classical form of music into the palettes of the 
upcoming generation that responds to technology, not the classical form.  
 The methodology that is used is primarily research and interviews with 
key staff in benchmarking of other organizations. It is important to be able to look 
at organizations that are moving forward and including Classical Music as part of 
their jump into the 21
st
 century to see how the audiences are responding, if at all. 
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It will be equally important to compare their progress (if any) to those venues that 
are adamant about not changing this classical form. Through this, one will be able 
to see where the directions are going and where trends may lie. 
 Sources for this project will be diverse, and include books, scholarly 
articles, interviews with key personnel in orchestras of varying size and surveys 
of national attendees of cultural events. By utilizing a more comprehensively 
qualitative approach, I intend to uncover trends and organizational attitudes 
toward change within the American classical music industry. This is an important 
tool for this thesis: the reasons as to why some attend and not attend these 
performances is entirely subjective and has less to do with data sets. 
Understanding personal feeling, convictions and their social ramifications will 
allow us a more complete view into how this cultural landscape is shifting.  
 Comparing large and small markets in the Midwest region will also be of 
interest and value. Many of the large and well-known orchestras and cultural hubs 
of the country lie on the east and west coast. With little research done in this area, 
the markets in the Midwest are poised differently and provide an interesting and 
unique view into the state of the arts within the “heartland” of America.  
It is important that the references used in this thesis are as current as 
possible. The age of technology is not very old, and its progression is very quick. 
Therefore, the sources used for this should remain as current as possible. For 
analysis, it will be interesting to compare survey responses from orchestra 
personnel with the published findings. This will be able to shed some light on the 
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larger issues. Is there a disconnect with the audience and the venue? Are we all 
moving toward a common goal? 
 For this paper, the boundaries will be time and the music itself. The scope 
of the thesis is limited to the most present information and changes in the field, 
and only to those changes in how the art is presented, not the art itself. While it is 
true that one does feed the other, there have been no large-scale shifts in the 
presentation side of the art form yet, and that is where we need to look.  This will 
be explored throughout the paper as we delve into the question of how popular 
culture is affecting the presentation of classical music in the 21
st
 century and 
beyond.  
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CHAPTER 2: Small Market Orchestras vs. Large Market 
Orchestras and the Use of Technology 
 
 The wildcard for many facets of today’s society is technology. Its ever 
changing roles and forms makes fully utilizing it a challenge, especially for arts 
institutions that many not have as large a budget as their corporate brothers and 
sisters. These small markets do not have the resources that their bigger brothers 
and sisters do, and with a smaller patron base, they are unable to advance nearly 
as well or as quickly with the use of technology. This creates a divide.  
 
2.1 SMALL MARKETS: DES MOINES AND MILWAUKEE  
 
The first orchestra I examined is the Des Moines Symphony Orchestra. 
Celebrating its 76
th
 anniversary in the 2013-2014 season, it is a somewhat young 
orchestra. Music Director Joseph Guinta has been in residence for more than 25 
years, which can be seen as a strength and weakness: it is a benefit to have 
someone who intrinsically knows the orchestra, but it is difficult to provide 
groundbreaking ideas with that length of tenure. The use of technology can be 
seen as limited throughout many facets of classical music. The feeling of 
preservation seems to win out over pushing the envelope toward change.  
In speaking with Sophia Ahmad, Director of Marketing and Public 
Relations from the Des Moines Symphony, it is very apparent that the focus is 
squarely on maintaining the same level and quality of programming the orchestra 
is accustomed to. She notes that they do not have an interest in changing the style 
of content of the performances in an attempt to attract younger audiences. She 
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goes on to say that their efforts are largely in marketing and PR; social media 
provides them with a cost-effective outlet to attract younger audiences, which is 
their current and preferred method to gain younger audiences. She then narrows 
her statement by revealing that their efforts focus mainly on Facebook, due to the 
fact that this method of social media is popular with their older demographics, as 
well as being able to reach a portion of their young target audience.  
Ultimately, this drive to cater to their current patron base shows in ticket 
sales and subscriptions. Ahmad reports that the average age of their ticket 
purchaser is “well above” the 55+ range and is holding steady. The stance of the 
Des Moines Symphony is very strongly embedded in the “preservation over 
change” point of view. The only offerings they make to attract younger audiences 
are a student rush program, student ½ price tickets and a “School of Music,” run 
by the orchestra meant to induce collaboration between the musicians and school-
age students. There is a clear and obvious gap in how the orchestra is attracting 
their patron base. They have programming aimed at the older (55+) crowds that 
are currently their bread-and-butter patron base, and marketing attempts for just 
students. This potentially represents a gap of 30+ years. Creating programming 
aimed at the post-graduate, over 30 or family aged groups could substantially 
increase their patron base. Their unwillingness work with their staff, board and 
musicians to try something “out of the box” may hamper their ability to grow, and 
could very well lead to their downfall as other orchestras or arts organizations 
outpace them.  
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 A similar sentiment is echoed from Al Bartosik, Marketing Project 
Coordinator from the Milwaukee Symphony Orchestra (MSO). Established in 
1959, the MSO has a full time orchestra of 83 professional musicians. The MSO 
is younger than the Des Moines Symphony, but it enjoys a slightly wider reach 
than the Des Moines Symphony. Their radio broadcasting reaches 3.8 million 
national listeners, and they were the first in the country to offer music downloads 
via iTunes.  
Similar in size to the Des Moines Symphony, many of the same 
roadblocks plague the Milwaukee Symphony. Though the Milwaukee Symphony 
tends to cater to their older crowds, their willingness to experiment and utilize 
different technologies sets them apart from the Des Moines Symphony.  The 
changes they are implementing have been small but significant. They have tried 
many initiatives ranging from programs geared at young professionals to master 
classes and a chamber music series to differing and mixed reviews. Unveiled in 
2009, programming aimed at the after-work young professional crowd debuted 
with disappointing results. Offered as a shortened program with pre-concert talk 
and cocktail reception, the MSO did not receive nearly as many patrons as they 
thought they would. This may have been due to misdirected marketing attempts. 
Bartosik reports that their marketing focuses heavily on grassroots style marketing. 
Their grassroots style engages heavily on face-to-face contacts, utilizing 
volunteers to spread the message and free advertising channels, such as 
community papers. With the size of their support staff for Marketing and Public 
Relations, it would be highly unlikely that enough people would be reached to 
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incur the number of patrons initially hoped for. As a result, the program has been 
cut way back, and only offers one program of this nature.  
Another initiative saw a similar fate. Their Chamber Music Series, which 
focuses heavily on newer music for chamber groups and soloists, did not receive 
the feedback hoped for. Despite securing a prime concert location at the Basilica 
in Milwaukee, the program was eventually scaled way back as the MSO tries to 
reevaluate programming and marketing strategies.   
These setbacks aren’t stopping the Milwaukee Symphony from trying, 
however. Their director, Edo de Waart, is very passionate about new music and 
pushing comfort levels of the patrons. Though the Milwaukee Symphony has seen 
four executive directors in a span of five years, Maestro de Waart’s passion for 
augmenting the program in a new direction has remained steadfast.  The 
marketing staff has run with this passion. Utilizing certain cost-effective 
technologies, they’ve begun to see gains. They’ve implemented the “Beyond the 
Score” series that was originally created by the Chicago Symphony Orchestra. 
This program, designed to make classical music more accessible, understandable 
and relatable through avenues such as pre-concert talks, downloadable program 
notes and electronic media, has had a large impact on the attendees. Though many 
patrons took issue with the newer music selections at the start, many are coming 
around, and ticket sales for those programs with newer music have increased in 
part because of the “Beyond the Score” program.  
 In stark contrast to the Des Moines Symphony, there is a genuine interest 
in experimenting with different technologies. Currently, the MSO offers several 
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entrees in the technology area. Patrons can purchase tickets through a smart phone 
friendly app, as well as download program notes for select performances. 
Noteworthy is that the MSO is the first orchestra in the country to offer their 
music for purchase through iTunes, which Bartosik reports as being very popular 
and helping to bring in new patrons. This offering, in particular, is an easy and 
effective way to broaden the fan base. People no longer have to commit to an 
entire album to see if they have interest in the music. They are able to preview 
and purchase individual recordings as they feel fit, increasing the Orchestra’s 
accessibility to the general public.  
 In addition, the MSO has also used social media as a way to entice 
younger audiences. They do contests and giveaways through social media 
platforms like Twitter and Facebook to moderate results. They’ve felt that overall 
their online marketing attempts have been lukewarm at best. Bartosik does report 
that due to their involvement with social media being so limited and young, they 
are not yet capable of tracking “moves” made from their online presence. Overall, 
with the MSO providing a moderate online presence, versus other organizations 
that place a lot of marketing efforts into online media; this may point to the 
disparity of public participation in the arts. With less public actively participating 
in the arts in their lifetimes, marketing may not be enough, especially in a smaller 
market where the orchestra is not as polarizing.  
Bartosik reports that the MSO is willing to try greater and more significant 
technologies, but is unable to do so with budgets being tight. The risk of losing 
critical income is too high to gamble on implementing technologies such as mixed 
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media, image projection or simulcasting. This is a short-sighted decision. The arts 
are born in experimentation and without the ability to take a chance on something 
unknown; they will continue to see their average ticket purchaser’s age increase, 
and their patron base slowly erode away.  
 
2.2 LARGE MARKETS: CHICAGO AND CINCINNATI 
 
 In juxtaposition to the way in which the smaller markets operate, their 
larger counterparts seem to be embracing technology and utilizing it to attract new 
audiences. The Chicago Symphony Orchestra (CSO) is arguably one of the 
biggest American classical music powerhouses. Founded in 1891, the CSO 
provides classical music to the Chicagoland greater area, as well as nationally 
through radio broadcasts and internationally through yearly tours.  
Liz Madeja, Director of Marketing of the Chicago Symphony Orchestra 
(CSO) explains that they have implemented new strategies and programs that not 
only align with their mission, but pushes the envelope of what is considered the 
“norm” in the classical music experience.  
As we can see from the interviews with Milwaukee and Des Moines, the 
landmark “Beyond the Score” series has had a wealth of success and popularity, 
translating to orchestras across the country. This program offers a multimedia-
heavy entry into classical music, geared for both new attendees and seasoned 
regulars. Bringing music down to a common level that all can understand, the 
subtle subtexts and nuances are shared with the audience to create a greater and 
more comprehensive understanding of what they are hearing. The CSO 
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introduced this program more than 8 seasons ago, and has become a true mainstay 
of the CSO’s programming efforts. Madeja notes that though it is a mainstay, it is 
constantly evolving, with plans to move programming to Friday and Saturday 
nights in an effort to capture a larger number of young professionals.  
The CSO goes above and beyond just this one effort in trying to capture 
and maintain younger audiences. Also in its 8
th
 season is the “Night at the 
Movies” program. This program intermixes video and orchestra for a dual-
sensory experience. Each year, the program uses the full scores from different 
motion pictures, such as Indiana Jones, West Side Story or The Birds. The 
audience has the ability to not only watch the movie, but to see the subtlety of 
how the orchestra plays into setting the scenes in the movies. This provides the 
audience with a learning experience, and “entry point” into classical music and 
the CSO. This program has been well received, and continually sells out each year 
for its 3-5 runs. The CSO sees that this is the kind of programming that appeals to 
the younger audiences, and as a result, places significant effort into this program, 
with hopes of expanding it further in the future.  
Knowing your audience is an important thing when trying to market to 
new demographics. The CSO has done several initiatives that incorporate 
technology and popular music. This is in an effort to bring these new audiences to 
the CSO “on their terms”.  In 2012, the orchestra hosted Aretha Franklin and Pink 
Martini, and later in 2013 Harry Connick, Jr. performed with the orchestra. With 
world-renowned names like Connick, Jr. and Franklin, the orchestra tends to sell 
out. Madeja reports that they have enjoyed a lot of “crossover” from these 
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concerts to many of their regular, subscription series. This pushes the boundaries 
of classical music, and breaks barriers of what people considered classical music 
to be.  
A more direct approach to garnering new audiences was launched in 2012. 
The orchestra began a post-concert reception with the artist in residence. This 
series had a test audience of 150. The reception provided each audience member 
with a free drink and opportunities for live-tweeting and using multi-media cards 
as “games” and ice breakers for the social hour. The audience also got the 
opportunity to speak directly with the artist in residence, providing them the 
opportunity to learn about not only the artist, but about classical music. The test of 
this series was exceptional, with more audience wanting to participate than just 
150. They will be expanding this very soon to 200+ due to increasingly high 
demand.  
All these programs are shown directly in the data of the ticket purchasers 
for the CSO. The average age for ticket purchasers across all platforms of the 
CSO is 49, which is the lowest reported average ticket purchaser age in the 
country, beating that of even powerhouses such as the New York Philharmonic 
and Los Angeles Philharmonic.  
Much akin to the CSO, the Cincinnati Symphony is a long-lived orchestra 
dating back to 1985 and has long been deemed one of the top orchestras in the 
country, frequently jockeying positions in the coveted “Big 5” orchestra list with 
the Cleveland Orchestra (Wikipedia 2014). Also considered one of the great 
American Orchestras, the Cincinnati Symphony has garnered national attention 
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for its groundbreaking commissions, such as the iconic Fanfare for the Common 
Man by Aaron Copland.  
The Cincinnati Symphony Orchestra has also enjoyed greater successes in 
programming experimentation, unlike its smaller counterparts. Christopher Pinelo, 
Director of Marketing for the Cincinnati Symphony Orchestra echoes many of the 
sentiments reported by Madeja and the CSO. In contrast to the CSO, Cincinnati is 
using more mixed and social media to garner attention to the Orchestra, and doing 
less with the programmatic aspect.  
Pinelo reports that Cincinnati is putting a lot of time and energy into 
providing a heightened “experience” for the attendee. Interactive program notes 
allow the patron to interact via social media with an administrative staff member 
of the orchestra during the performance.  Additionally, Cincinnati uses “Tweet 
Seats”, where a designated portion of the hall allows patrons to live Tweet during 
the performances. According to Pinelo, this helps the audience understand the 
performance better, and brings a new, fresh angle to the art. Launched in 
September of 2011, Pinelo reports that the initial unveiling of “Tweet Seats” was 
very popular, due to hashtag traffic relating to the performance. Since, he reported 
that patrons either have a “love it or hate it” attitude, possibly marking gaps in the 
generations of patrons who attend performances. This would make sense, as many 
of the repeat buyers of “Tweet Seats” are younger age demographics.  
Additionally, the use of mixed-media in both classical and pops 
performances has played heavily for the Cincinnati Symphony. Efforts to use 
slideshows, video and other visual stimulation during performances has added 
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greatly to their audience base. Pinelo says that these initiatives are a big priority 
for the orchestra, and that they’ve done a good job at attracting and then retaining 
new, younger audience members. He goes on to say that they help “demystify” 
the classical music experience, and bring it to a level that those who are 
unfamiliar with the art form can be comfortable with. There is less pretense, and 
more of a sense of belonging for each patron.  
To continue to extend the olive branch of classical music into the 
community, the Cincinnati Symphony has implemented a “One City One 
Symphony” initiative. This initiative is unique to Cincinnati, and has since been 
replicated by other venues across the country. The premise of this initiative is to 
perform one (typically well-known) work of music that is simulcast throughout 
the city in various free venues. This not only brings classical music to those 
patrons that may not otherwise be able to experience it, but it does great strides in 
bringing the community together. Pinelo says it is one of their more popular 
endeavors, and they hope to continue expanding it into the future.  
The biggest success, far and away, for the Cincinnati Symphony has been 
the “Prelude” videos created for each performance. These videos, created 
individually and for each performance, help to explain the music that will be 
heard that night, as well as provide artist commentary and subtext for the music. 
This goes hand in hand with the other initiatives that Cincinnati has done to help 
bring classical music to new audiences, and do it in a way that is understandable 
and relatable.  
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From both the Chicago Symphony Orchestra and the Cincinnati Orchestra 
we can see that there is common ground; more investment and more effort placed 
in genuine experimentations with media, performance and presentation. Unlike 
the smaller markets, these two large market orchestras have successfully been 
able to begin reaching new, younger audiences. Average ticket holders for the two 
large markets average around 51 years of age, while two the small market 
orchestras average between 55-60 years of age. We can see by dissecting both 
markets, effort put into tailoring performances for the younger audience is 
difficult, but does pay off in the end.  
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Chapter 3: THE FUTURE OF CLASSICAL MUSIC 
  
 The long ranging issue of sustainability in the classical music genre seems 
to lie firmly with the next generation and their engagement with the art form. 
Comparatively, it shows that orchestras that are more eager to experiment and 
branch out of their comfort zones to engage new audiences have been by far most 
successful. Maintaining growth of new audiences, however, will be a forever-
moving target.  
 It is no surprise that for more than a decade, the classical music industry 
has been struggling, both financially and artistically. Already in 2001, Michael 
Walsh of the New York Times reported on this grim trend, noting that several 
orchestras have already folded from the pressure. He notes that although classical 
orchestras were, “long considered indispensable indicators of a community's 
sophistication, orchestras are in danger of becoming cultural dinosaurs” (Walsh, 
2001).  
 With already more than a decade of struggle under its belt, the classical 
music industry has been slow to react. For example, having long been heralded 
for its fiscal greatness, the Dallas Symphony, for example, now finds itself in dire 
straits. In 2011, it was reported that the symphony was several millions of dollars 
in the red (Cantrell, 2012). It is ironic how one symphony can make such a drastic 
shift in their position when they have historically been the model of good artistry 
and management. Looking closer at the Dallas Symphony, it can be seen that 
cutbacks were made to the orchestra, with no influx of innovation. Performing 
works like the Mozart Clarinet Concerto and Beethoven’s “Eroica” Symphony do 
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play very well to the typical classical music audience demographic (55+). 
However, with that generation beginning to wane, the possible ultimate downfall 
of the orchestra could be placing focus on new audiences and new art on the back 
burner. Though finances are tight, they have seemingly been continuing to do 
what works, versus trying new things. 
 Generating new audiences is a life-long process. According to the 
National Endowment of the Art’s 2008 survey on Public Participation in the Arts, 
there was a steep decline between 1992 and 2008 of 27.6% in the lifetime 
participation and education in the musical arts of adults ages 18-24. It should not 
come as a surprise that, in turn, the classical music industry hurts as a result. 
Without exposure and education in classical music, it is harder to convince people 
in this prime demographic to “give it a try”, thus leading to a decline in classical 
music consumption. 
 As White referenced in his book “Lost in Music”, classical music is the 
original pop music. Over generations, the art form grew and shifted, creating 
different subsets; Baroque, Romantic, Classical, Post-Modern, etc. He also says 
that music is a very emotional experience; we are drawn first by our emotional 
reactions and how we want to feel. In this way, classical music today should be 
addressing these same points. How does the attendee want to feel? Music is a way 
to escape, and audiences today do not want the same escapist adventure that 
audiences did 30 years ago.  
 The success of the Cincinnati Symphony and Chicago Symphony points to 
this area of addressing their audiences on their needs and on their terms. By 
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looking at the programming for the Chicago Symphony, for example, we see 
innovation based on the consumer. Their “Friday Night at the Movies” is a huge 
success, selling out each year. This program exemplifies both the wants and needs 
of the audience, while still preserving the art form – everyone wins, and I find this 
to be a huge success that many others can emulate. This gives the orchestra a 
sense of what the consumer is after with regard to the experience desired. 
Additionally, the “Beyond the Score Series”, which can be heralded as their 
biggest achievement, duplicated by dozens of other American Orchestras, was 
created specifically with the consumer in mind. Shortened programs and 
explanations of the work put in context with today’s culture makes the experience 
understandable, relatable and palatable.  This model also utilizes new music; not 
just the standard classical giants like Beethoven or Mozart. The Chicago 
Symphony scouts for music that is modern, new and unheard. This helps to break 
the stigma of “old” classical music, and brings a modern generation into a newly 
updated modern art; it says classical music isn’t just for the 55+ crowd anymore.  
 The 55+ crowd also shows us that there is potential for future audiences. 
People falling into this age bracket tend to have more time (retirees), and more 
disposable income than younger audiences may have. Though this is a positive 
now, when the younger audiences of today age and eventually become that 55+ 
crowd, we will notice a decline in participation and funding. Less education and 
participation, as referenced by the National Endowment of the Arts Survey, tells 
us that those younger patrons who are interested are far less than generations ago. 
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Looking ahead, this can pose a serious and significant problem to the future of the 
American Orchestra.  
 In this same way, the smaller orchestras who can’t or won’t adapt to 
sustainable and substantive change are feeling a greater sense of hurt in this 
artistic world shift. For the Milwaukee Symphony Orchestra, turbulent times have 
been constant; with 5 executive directors in a matter of years, their artistic ship is 
seemingly drifting aimlessly. Programs that have begun have been changed and 
shifted, with no opportunity to evaluate or amend them based on their patron 
feedback. This aimlessness is very apparent; programming has been stagnant in 
the past few years, with the symphony repeating many of the larger, well-known 
symphonies year to year. Their strategy is to appease the older patrons who enjoy 
such musical works, but it is very short sighted: in an attempt to get patrons 
during a rocky period, the orchestra was playing to a base that is dwindling and 
not focusing on the engagement and retention of younger audiences.  
 Though the attempts are present to modify and revamp the classical music 
experience in smaller orchestras, the obvious hurdle is cash. As smaller entities, 
they lack the extremely broad patron base and varied programming that makes 
their larger counterparts so diverse and successful. Fear of failure and pressure 
from patrons seems to be higher in the smaller markets; there is less of a margin 
to experiment with. Unlike small businesses that face the same fears, these 
orchestras have the added pressure of using public money, which adds more 
pressure to create successful endeavors, regardless of innovative or creative ideas. 
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Though this fear is understandable, it is further deepening the divide between 
small and large markets.  
 As Walsh already warned in 2001, the classical form and performed 
repertoire have changed so little in the last two or three decades, thus the 
American symphony will become a dinosaur; it will be a relic of another time. 
Looking to the past, the greatest artistic shakeups came during times of artistic 
staleness, and in times of crisis. In the 1930’s, more symphonies throughout the 
country started pressing boundaries with their repertoire, and while it was not 
always received positively, it was different and it made people feel something 
different. It all comes back to what the music makes the audience feel. Reliving 
the same repertoire year after year only invokes feelings of a time gone by, 
whereas injecting that repertoire with something new, and something that the 
audience craves will not only breathe new light into an art form considered to be 
an aging “dinosaur”, but it might just push us as a people into a brave new 
direction. We are a nation of innovators and of change. For the classical music 
industry to survive, it must adapt and evolve, or go the way of the dinosaurs.  
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Appendix A 
Des Moines Symphony Interview Transcript 
 
 
Sophia Ahmad, Director of Marketing and Public Relations, Des Moines 
Symphony 
 
 
1. What is the average age of your ticket purchasers? 
“Well Above” the 55+ range and holding steady.   
 
2. In the past 5 years, how have you changed your programming to attract 
new audiences? 
a. Generally, we shy away from changing programming. Our mission 
is to perform great music for central Iowa. This programmatic 
focus remains the same.  
b. We do, however, provide many opportunities for younger 
audiences to engage themselves with the orchestra. We offer 
student pricing, which is ½ the regular price of admission. In 
addition, we also provide a student rush program which is very 
popular and gives a good entrance for many younger people into 
the orchestra.  
c. We have a school of music that is governed by the orchestra. This 
has lead to a lot of cross-promotion and the ability to target a lot of 
school-age students to get them involved with music. We offer 
many free programs for students to attend.  
d. As a whole, our stance is to not change any programming, but try 
to market to the younger demographic through marketing and PR.  
 
 
3. Do you utilize new technologies to enhance the attendee’s experience? 
a. We utilize twitter and some visuals to an extent. We premiered an 
orchestral work based on the 40 million dollar sculpture park that 
was recently erected in downtown. We had several imposed 
images on stage for that work. We also use the CSO “Beyond the 
Score” program.  
b. We are keen on utilizing program notes – offering them online, as 
well as in concert. Our radio spots are also featured online, and 
we’ve had a positive response for that.  
 
 
c. IF YES: Do you feel that these new technologies have made an 
impact on the attendees experience, and if so, do you think that that 
impact helped to retain them as attendees for future performances? 
Yes, we are able to meet our audiences where they are 
comfortable with technology. They can learn more online 
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via the internet or their mobile device. We have a good 
presence there, and our “Beyond the Score” program has 
been popular, though slow to grow. We have not done 
extensive in depth analysis, but we did complete some 
surveys that showed a positive response, especially with 
older demographic.  
 
 
d. When did you begin utilizing these technologies? 
i. For social media, we’ve had a big push starting in April of 
2011. Since that time, we’ve grown our Facebook 
following to 1,021 followers. We do note that our 
Facebook presence is more popular with the older 
demographic, while we struggle with Twitter. This is the 
third season of our “Beyond the Score” program (since 
2010). Other changes have been slow, but most since 2011.  
 
 
 
4. What non-performance related tactics do you use to engage younger 
audiences? 
a. (see above – twitter, email blasts, online presence) 
 
 
b. When did you begin these tactics? (see above) 
 
 
5. Since beginning your plans for attracting younger audiences, have you 
seen a measurable outcome from these efforts? 
a. We haven’t measured that exclusively, though the informal 
response has been positive, though from many of our older patrons. 
We still find the marketing staples of direct mail to be more 
impactful than online marketing. Our efforts with Facebook and 
Twitter have been good for PR, but we have not noticed a huge 
impact on ticket sales.  
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Appendix B 
Milwaukee Symphony Orchestra Interview Transcript 
 
 
Al Bartosik, MSO Marketing Project Coordinator  
 
1. What is the average age of your ticket purchasers? Greater than 55+  
 
2. In the past 5 years, how have you changed your programming to attract 
new audiences? 
We introduced a Thurs evening program, which is a shortened program 
presented at an earlier time at 7pm. This was done to attract more young 
professionals in the downtown area. The event starts at 5:30pm to capture 
the after work crowd and engage them in a pre-concert talk. Unfortunately, 
this event wasn’t terribly successful. We did not see enough support. We 
wanted to utilize more multimedia aspects, but due to lack of funding and 
support we were unable to do this.  One of our challenges has been having 
four Executive Directors in the span of five years, which has a definite 
impact on programming, though Edo deWaart does do a fantastic job in 
selecting new and exciting pieces, like John Adams and new 
collaborations. His goal is to balance those pieces that the public responds 
positively to with new music. We also do a program at the Basilica which 
features more chamber music that showcases more modern works and 
highlights soloists and new composers. Again, due to waning support, that 
program has also been scaled back. We are implementing the CSO’s 
Beyond the Score model this March, which will be shown at UWM. This 
program is designed to make Classical Music feel more accessible and 
understandable to the general public though interpretations and speaker 
series. We wanted to do a whole series, however it did not work out 
budget wise. 
 
3. Do you utilize new technologies to enhance the attendee’s experience? 
a. We have an App for smartphones to buy tickets and download 
program notes online. This App has a very positive response from 
the pubic. We are the first orchestra to offer downloads on iTunes 
in the country. As an incentive for attendees, we have specials 
were we offer free cards to certain attendees to itunes. This 
promotion helps to build more interest in future performances.  We 
do email blasts to attendees with interviews of soloists and 
composers. We do a lot of segmenting of our supporters and target 
certain attendee groups for interest on future programs.  
 
b. IF YES: Do you feel that these new technologies have made an 
impact on the attendees experience, and if so, do you think that that 
impact helped to retain them as attendees for future performances? 
It is easier for people to buy tickets and become informed. Older 
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generation will still call in for ticket purchases, however the 
younger generation helps to foster their participation. Our efforts in 
advertising online have not as successful. Not sure how much its 
changed yet. We’ve been doing radio broadcasts for a long time, 
which have been popular for many decades. Our core experience 
has remained the same. Our goal is trying to get people more 
interested.  
 
c. When did you begin utilizing these technologies? 
3-5 years ago 
 
4. What non-performance related tactics do you use to engage younger 
audiences? 
We do Masterclasses at UWM to provide outside events and more 
connection with the MSO. We also fun contests on Facebook – we have a 
question every week and give away tickets to the winner to foster 
participation. Twitter doesn’t get used as much – we’ve found more 
success with Facebook. We like to operate more grassroots - face-to-face 
sales and marketing.  
 
a. When did you begin these tactics? 
i. Three years ago.  
ii. Hard to say if it’s reaching more people in a better way. We 
use a social media marketing service, though we’re just at 
the point of being able to provide meaningful 
measurements and data. via Sprout. The segment that is 
reached by these efforts is not huge, but this is a very cost 
effective way to reach younger audiences. We find that 
students use this avenue more, and we receive a decent 
response.  
 
5. Since beginning your plans for attracting younger audiences, have you 
seen a measurable outcome from these efforts? 
a. We’re unable to make that judgment officially, but we have 
noticed a lot more participation with the student demographic. Our 
core group of attendees is seemingly still the same.  
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Appendix C 
Chicago Symphony Orchestra Interview Transcript 
 
 
Liz Madeja, CSO Director of Marketing 
 
1. What is the average age of your ticket purchasers? 
49 across all CSO - single tickets and subscriptions. This is the youngest 
average age in all major US orchestras.  
 
 
2. In the past 5 years, how have you changed your programming to attract 
new audiences? 
a. We are in our 8th year of the Beyond the Score Series, which runs 
Thursday through Saturday. It is a true program and audience 
development initiative.  It lets patrons become comfortable with 
music in an unassuming way and peeks their interest in different 
area; history, arts, etc. Hearing the story of the piece and placed 
into a realm of music history  helps to place a context on what 
we’re hearing today. This program is and continues to be very 
successful. Next season will see the move to Friday and Saturday 
nights, which helps open the doors to new audiences and makes it 
more available to more patrons. This program is still evolving.  
b. It’s also the 8th year of Friday Night at the Movies. This program 
provides the audience with a full feature movie score or clip music 
with the movie played along in tandem. (i.e. Indiana Jones 
(Williams), West Side Story, The Birds (Hitchcock), Charlie 
Chaplin). It is a small series with only three per year, but they sell 
out each year. This is a great entry point for many of our audience 
members and we see a lot of growth from the attendees form this 
series.  
c. We’re in our 7th year of the Masterwork series. This series is just 
90 minutes after work, providing the patron with a shorter concert. 
After, patrons are able to meet/greet with wine and speak directly 
with the conductor and/or soloist.  
d. CSO on a whole does a great job of pushing boundaries. We 
provide a lot of non-subscription events.  We do something with 
different artists, not just classical, like Artetha Franklin, Pink 
Martini. This helps to push people to try the CSO more on their 
terms.   
 
 
3. Do you utilize new technologies to enhance the attendee’s experience? 
a. Not particularly. We’ve tried Twitter and Facebook promotions 
post concert with mixed results. Our big use of multi media lies in 
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the use of the Beyond the Score series and movie night.  
 
 
b. IF YES: Do you feel that these new technologies have made an 
impact on the attendees experience, and if so, do you think that that 
impact helped to retain them as attendees for future performances? 
i. Yes. We see significant crossover into main events. These 
events provide wonderful entry points.  
 
c. When did you begin utilizing these technologies? 
(listed above) 
 
4. What non-performance related tactics do you use to engage younger 
audiences? 
a. We tested a short series last year. We turned part of the hall into a 
post concert lounge hosted by the artist in residence. The price was 
low to garner more young working professionals and we also 
included a free drink. This test garnered about 130 attendees. We 
are looking to expand this test market this year with a goal of 200 
attendees per event for three events. It’s a balancing act to make 
sure it’s not a bar scene, but making sure its in line with the music 
and mission. We use tweets, multimedia and table cards to keep 
the music as the center of the event. We are hopeful with this we 
will be able to do a better job to let the musicians socialize with 
attendees in a way that is casual and relaxed.  
b. We have a robust student ticket program, with about 20,000 
student tickets going for $10. This past fall we started a student 
specific pre-concert lecture series with food. We are able to 
showcase the CSO and show the next generation about a future 
career in music, or to engage them as future patrons.  
 
c. When did you begin these tactics? See Above. 
 
5. Since beginning your plans for attracting younger audiences, have you 
seen a measurable outcome from these efforts? 
a. It’s difficult to say for sure. The combination of all efforts has 
definitely proven themselves in the average ticket purchaser age. 
To know that our patrons come even 1-2 times a year is a great 
outcome. We are focusing more on the retention of the single ticket 
purchaser, as more people are shying away from subscriptions. 
These efforts have really helped engage that ticket purchaser.  
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Appendix D 
Cincinnati Symphony Orchestra Interview Transcript 
 
 
Christopher Pinelo Director of Marketing and Public Relations, Cincinnati 
Symphony 
 
1. What is the average age of your ticket purchasers? 
Early 50’s. 
 
2. In the past 5 years, how have you changed your programming to attract 
new audiences? 
 
3. Do you utilize new technologies to enhance the attendee’s experience? 
a. Each performance has a video introduction by members of the 
CSO, customized for each performance. We try to put a focus on 
technological innovation. We have implemented tweet seats, which 
have come to a mixed response.  There seems to be a love-hate 
response for them. We are continuing to offer them to further see 
what the implications could be for attendance in the future.  We 
also offer interactive program notes. With this, someone backstage 
is interacting live via social media with patrons – answering 
questions and providing insight into the program. We implemented 
this last year, thought it has not taken off like we wanted so the 
future of this programming is unclear. We also heavily use 
Facebook, Twitter, Pinterest and most recently Instagram for a 
whole presence on a wide array of social media platforms. As far 
as more programmatic innovations, we have a Pops series with 
integrated multimedia. We’ll frequently use mixed media during 
these performances, such as video or slideshows. Unique to the 
CSO, we’ve launched the “One City One Symphony” initiative. In 
its inaugural year, we’ve offered a performance of Beethoven 9th 
with our new music director with listening parties throughout the 
community. Each performance is simulcast to 3 public locations to 
reach diverse populations that wouldn’t necessarily have access to 
the CSO. That concert was recorded and downloadable for free, 
and for TV broadcast. Additionally, we’ve had a few simulcasts in 
past in downtown Cincinnati with Yo Yo Ma and other 
performance of a similar caliber. We have a high priority on these 
new initiatives that bring our music to the community and bring in 
new audiences.  
 
b. IF YES: Do you feel that these new technologies have made an 
impact on the attendees experience, and if so, do you think that that 
impact helped to retain them as attendees for future performances? 
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Yes, our prelude videos help to demystify classical music. They 
provide a way for new audiences to become more comfortable - 
they bring the audience closer to musicians and humanize the 
orchestra. What many patrons don’t always realize is that the 
musicians are your friends and neighbors. These videos can go a 
long way, especially for new audience members. Tweet seats play 
on the same idea, just taken to the next level – provides a good 
guide for certain pieces. In this case, the Tweet seats are more 
geared toward to audiences new to classical music.  
 
c. When did you begin utilizing these technologies? 
i. In 2011, we unveiled the Tweet seats. Our prelude videos 
we began in 2006 and from that point on we did them for 
every concert and found them to be an invaluable resource. 
For social media, we started seriously using Facebook in 07, 
Twitter in 07-08, and for both we strive to post daily or 
multiple times a day for both the CSO and Pops. 
 
4. What non-performance related tactics do you use to engage younger 
audiences? 
See above 
 
a. When did you begin these tactics? LY 
See above 
 
5. Since beginning your plans for attracting younger audiences, have you 
seen a measurable outcome from these efforts? 
a. Our biggest success has by far been the pre-concert prelude videos. 
These have really helped to provide an introduction to new 
audiences. Our social media efforts are ongoing, but with the 
technology being so new, we are still in the process of being able 
to meaningfully measure and report on how it is either helping or 
hindering our efforts. We hope within the next 1-2 years we’ll have 
a better grasp on what it quantitatively means for sales and 
attendance.  
 
